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Dorothy and Otis Shepard
Dorothy and Otis Shepard were a team of graphic artists in the 1930s through the 1950s who brought
America little doses of joy and happiness in the form of advertisements. In the decades when our country was
troubled by the effects of The Great Depression and fighting against fascism in World War II, this married team
of designers were doing their part in lifting spirits and romanticizing the American Dream.
The two met serendipitously in San Fransisco, at the outdoor advertising firm Foster & Kleiser when
Otis hired Dorothy as part of his art department in 1927. Their work took them from coast to coast, moving
from California to New York City in 1930 as freelancers, to Chicago in 1932 to start the in-house art department
at Wrigley’s Gum and the Chicago Cubs, and then back to California to oversee the design of Catalina Island.
While both Otis and Dorothy were extraordinary artists on their own, their collaborations were truly exceptional. The advertisements they created for Chesterfield Cigarettes and Wrigley’s Gum best showcase their collaborative magic. Otis created the concepts and most of the illustration, while Dorothy crafted the lettering. During the
1930s to 1950s they were the premiere billboard designers in the country (Give The People).
Their modern and bold graphic styles truly complemented each other while standing out from other
commercial artists of the time. While their contemporaries were using painterly techniques to create illustrations
that looked realistic, or using photographs paired with paragraphs of body copy, the Shepards were doing something different. Through large fields of bold colors, stylized illustrations, and their integrated use of restrained
typography, together they brought the modernest look to early American advertising. Otis also went on to help
bring America’s favorite pastime into the modern era through the redesign of the Chicago Cubs’ uniform and his
transformation of Wrigley Field into a family-friendly outing.

Left: An early billboard for Wrigley’s Gum by Otis. His signature style of bold colors, minimal type, and symbolism are on display.
Middle: A poster for Catalina island by the Shepards. With only three colors, they set a mood of a fun tropical paradise waiting for you.
Right: A Chicago Bears Patch designed by Shep. He helped turn the team and Wrigley Field into a family-friendly destination.
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Left: An ad from the competition at the time, using photography and
a substantial amount of text. This much information overwhelms the
viewer.
Above: An ad by the Shepards for Wrigley’s Gum. Notice how much larger
the image of the product is in this piece and the simplicity of the message,
“Your kids will love it.”

Otis Shepard’s Early Life
Otis Shepard was born in 1894 in Smartville, Kansas (Hathaway and Nadel Ch.1), although the town was later
renamed to Saint Mary (Fitzpatrick 83). His home life wasn’t that of a stable upbringing, and the stories of his
parents vary wildly. His father Lucius, was either a traveling salesman or circus performer, and his mother, Nancy, was not one to be pushed around by anyone (Hathaway and Nadel ch.1). In 1906, Shep — as his friends called
him— left home at age 11, after completing the fourth grade. He landed in El Paso, Texas — possibly while traveling with his family — and got a job as an errand boy at Humphries Photo Engraving Shop. The shop employed
a commercial artist who gave Shep the encouragement to work on his drawing skills, and when he was not on an
errand, he often spent his time in their art department (Strauss 67). Shep’s artistic
abilities were entirely self-taught, although judging by the vivid illustrations he
was creating at age 8, his artistic talent was innate. While in Texas, he also worked
as an assistant to a scenic artist, helping them to paint sets for plays. This brief
but pleasant experience ignited his interest in the theater and stuck with him
throughout his life.

In the later months of 1906, Shep headed west to northern California to
live and work with his uncle, whose job was the maintenance of a few vineyards
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Portrait illustrated by Otis. Age 8.

on the coast. There he “learned to swing four-horse bell teams, hauling wine from the small wineries to the large
wineries of the Italian-Swiss Colony” (Strauss 67). Shep didn’t enjoy the manual labor, and after a year, he ran
away from his uncle and traveled south to San Fransisco. “He worked first at the Oakland Herald Tribune and
then at the San Francisco Chronicle, drawing political and sports cartoons under the mentorship of cartoonist
Bud Fisher of Mutt and Jeff fame” (Hathaway and Nadel Ch.1). Shep craved knowledge and enjoyed learning
new techniques; in 1909, at age 15, he apprenticed for a German lithograph artist, where he learned the ins and
outs of reproducing artwork at a larger scale.

Like many creative people, Shep’s artistry didn’t stop at illustrations; in fact, he spent 1909-1912 touring
as a traveling actor, having become interested in the theater during his time working with a scenic designer in
Texas. The showmanship that was required to entertain audiences on stage certainly gave him the confidence he
would use later on when pitching his ideas to potential clients. Acting is the art of selling a character and a story
to an audience, bringing joy and happiness to the people. All of these are tenets he carried with him into his advertising years. While he enjoyed the thrill of traveling and performing in the makeshift stages they would set up
in barns; Shep still spent time drawing, either painting set pieces or recording the world around him.

In 1912, at age 18, he “hung out his shingle” as a freelance artist in California, where he spent five years
as an independent artist. In 1917 he gained the attention of Charles Duncan, the general manager at the outdoor
advertising firm Foster & Kleiser and Duncan hired him as an artist at the firm. His time there was short because
in 1918, he enlisted in the Army at the age of 24. (Hathaway and Nadel Ch.1).

Shep joined the 115th Pioneer Engineers unit of the U.S. Army. Stationed in both France and Germany
during World War I, he began with a pick-and-shovel assignment and then eventually became the regiment’s
official artist (Hathaway and Nadel Ch.1). His artistic skills came in handy, not only documenting everyday life
during the war; he also made sketches of enemy positions from the viewpoint afforded to him in the basket of an
observation balloon (Strauss 67).

While Shep was lucky to make it out of his posting alive he was injured during his tour, although exactly
how is a bit of a mystery. In the version Shep told his children, his unit’s colonel ordered him and a fellow soldier
to go into a French town abandoned by the Germans. As they walked into town, they were fired on by a machine
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Left: One of many portraits Shep sketched during his time in the Army.
Right: A sketch by Shep of one of the balloons he would go up in to spot and draw enemy positions.
(Hathaway and Nadel)

gun, wounding Shep in the knee and killing the other soldier (Hathaway and Nadel Ch.1). However, the colonel
recounted the tale to Shep’s son Kirk differently. Many members of Shep’s unit would crawl across the no-combat zone, sneak into the German trenches and slit the throats of sleeping German soldiers. During one of these
attacks, Shep was shot in the knee (Hathaway and Nadel, Ch.1).

In 1919 Shep returned to the States and his position at Foster & Kleiser. Recalling the artistic talent Shep
displayed during his short time at the agency, Charles Duncan promoted him to the role of art director of the
northwest region (Hathaway and Nadel Ch.1). Shep worked at the agency, heading up the Seattle art department
until 1923 when he relocated back to San Fransisco, where “he was appointed general art director of all eleven
branches of Foster & Kleiser” (Hathaway and Nadel Ch.1). As fate would have it, this promotion would change
not only his career but his entire life.

Dorothy’s Early Life
Dorothy Van Gorder was born in Berkeley, California, in 1906 to Arthur Grant Van Gorder and Jessie Van
Gorder (Hathaway and Nadel Ch.2). Her early family life was like a snapshot of the ‘American Dream’ with her
mother playing the part of the housewife, and her father working as a professor, and later a school principal.
Dorothy was the model student, and at age 16 graduated high school early, with the honor of being valedictorian.
She enrolled at the California School of Arts and Crafts, where she once again outshone her classmates, graduating in just three years with the honor of again being the valedictorian (Hathaway and Nadel Ch.2).
4

Left and Center: Dorothy’s sketches for various dance costumes. Her wild colors, and stylized shapes and human forms show that she was
influenced by German expressionism that was becoming popular in the 20s and 30s. (Hathaway and Nadel)
Right: A painting by Karl Schmidt-Rottluff, a German expressionist painter, who used stylized human forms and bold colors (Tate 2)

After graduation from college, she moved to San Francisco in 1925, where she continued to take classes in dance and fine art. Her fondness for dancing brought her to the Estelle Reed Dance Company, where she
designed costumes and programs. Dorothy had an eye for cutting edge design, and “her costume designs were
exuberantly modern—asymmetrical, vibrantly colorful, and sexy” (Hathaway and Nadel Ch.2). Dorothy’s sense
of personal style echoed that of her art; she was not known for being demure or fitting into society’s standards of
what a proper young woman should be in the 1920s. In fact, she was kicked out of her first San Fransisco apartment for nude sunbathing (Hathaway and Nadel Ch.2).

Dorothy’s friend and former classmate from CSAC, Magenta Wilson, was working at Foster & Kleiser in
the art department run by Shep. He liked Magenta’s work ethic and style so much that he asked her if there were
any other “talents like her” at school. Without hesitation, she recommended Dorothy. Shep hired Dorothy in
1927, but according to family lore, she was quickly fired for her brashness, and then re-hired because they needed her skills. Her bold, bright and abstract style was exactly what Shep wanted to add to his art department at
Foster & Kleiser.

Outdoor Advertising in the 1930s
Foster & Kleiser was founded in 1901 by Walter Foster and George William Kleiser. They organized their first
formal art department in 1917 and specialized in ad campaigns on billboards and buildings (Gudis 88). Advertising companies like Foster & Kleiser not only functioned as the provider of the advertising space, they also
designed the advertisement. The agency was a pioneer in the outdoor advertising world and employed cutting
5

Other artists at Foster & Kleiser
Top: Maynard Dixon
This ad is quite literal, using the
imagery of Native Americans, to
relate to the brand name ‘Savage
tires.’
Far Left: Fred Ludekens known
for his painterly style went on to
do many covers for the Saturday
evening post.
Left: Harold Von Schmidt,
became sought after by magazine
editors looking to add realistic
illustrations to pair with stories
in their magazines.

edge artists like Diego Rivera, Maynard Dixon, Fred Ludekens, and Harold Von Schmidt (Hathaway and Nadel
Ch.1) (Hagerty 123). Billboard and poster advertising were considered a modern advertising medium in the early twentieth century, much like web ads were in the early twenty-first. In 1908, according to outdoor advertising
industry estimates, 8.5 million linear feet (nearly 1,610 miles) of billboards spread across the country (Gudis 25).
This number would only increase with the expansions of highways in the 1920s.

Most advertising agencies designed newspaper and magazine ads where brands were able to communicate with consumers by using images and paragraphs of text. Still, graphics in magazine ads were usually relegated to black and white and they were often printed quickly and with minimal detail. While newspaper ads
afforded a reader more time to spend with it, billboards were colorful and eye-catching. Outdoor advertising
was a rapidly expanding medium due in part to the Federal Highway Act of 1921. The act provided federal aid
to states that wanted to develop an immense national highway system (Federal Aid). It also led to the creation of
The Pershing Map in 1922. The map highlighted the proposed 78,000 miles of highway that would criss-cross the
USA. Most of the interstate highways that were planned were completed by 1923 (Pershing Map).
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Outdoor advertising needed to be exciting, larger than life, to catch the eye of drivers and pedestrians.
But in the early 1900’s large format digital printers did not exist. To create a printed ad for a 10.5' x 22.75' billboard, 24 sheets of paper would be printed and tiled together. Even large posters were made of multiple sheets of
paper, a double-crown poster measured 80 x 120 inches and 16 sheets of paper would be printed individually to
have a complete poster (Nelson, R., and A. E. Sykes).

The primary printing technique used in outdoor advertising was a form of color lithography. Digital
printing was decades away, and screen printing did not become widely used in commercial printing until the end
of World War II (Biggs 139). To take the artwork that Shep or Dorothy painted and reproduce it, the ad needed
to be photographed and separated into individual colors. Large zinc plates were created for each color on each
sheet. Inks would be hand mixed to match the original illustration closely, and while there was no limit to the
number of colors that could be printed, artists kept in mind the financial impact of reproducing their art. Many
artists often choose to add single color, bold lettering to areas without an illustration to save on the number of
plates that needed to be made. If an ad contained three primary colors, a 16 sheet poster could need as many as
48 printing plates to reproduce the artwork (Nelson, R., and A. E. Sykes 48).

Dorothy & Shep Become a Team
Dorothy and Shep struck up a relationship soon after she started working under him at Foster & Kleiser, and
were married in 1929. They spent their honeymoon traveling around Europe and during their travels they met
the abstract designer, Joseph Binder. While Dorothy was already strongly influenced by modern work coming
from Europe and Germany, Binder’s work inspired them both even further. His graphic shapes, linework, and
abstract representations of people were unlike anything they had seen before. While Shep and Dorothy often
used symbolism in their work, Binder took it one step
further by reducing an image to a series of shapes and
forms. He also integrated typography into his illustrations rather than adding it in as an afterthought
(Hathaway and Nadel Ch.3).

Right: Binder’s ad for Jantzen and A&P coffee. His illustration
style uses hard angles, basic shapes, and bold colors to represent
people. His use of detail is minimal and allows the viewer to imagine themselves or their friends as the people in the ad.
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Shep’s award winning White King ad in the mid 1920s

Shep’s new airbrush style in 1932

Dorothy and Shep returned to San Francisco reinvigorated and ready to put into practice the lessons they
learned from Binder. Shep began to move away from his painterly technique and opted for a new Avant-garde
style that was unlike what anyone else was designing in America. In 1930 Shep picked up an airbrush for the first
time and started developing what would become known as his signature style.

The airbrush was not known as an illustration tool at this point in history. The photography industry
widely used it for retouching photographs. The first demonstration of an airbrush was at a photographic convention in 1882. At the time, if a person wanted a color photograph, it had to be hand-painted on top of a black and
white photograph, which is where the airbrush proved useful. The airbrush saw many upgrades and innovations
in the late 1800s and 1900s, including more accurate nozzles, easy to fill paint cups, and precision triggers (Merlin). The modernization slowly turned a technical tool into an artistic machine. Graphic illustrators George Petty
and Alberto Vargas are often credited as the pioneers of utilizing the airbrush as an illustration tool due to their
use of the technique in their pin-up girl illustrations created in the 1930s (Tate). Still, I believe Shep deserves
credit for his contribution to this medium as well.

While the Shepards were exploring their new styles, they took on a freelance assignment together in 1930
at the request of a friend from another agency. “One advantage of being the boss was that Shep could sometimes
work outside Foster & Kleiser” (Hathaway and Nadel Ch.3). The assignment was to create an advertisement for
Chesterfield Cigarettes. After they pitched their ad, the executives at Ligget-Meyers Tobacco were so impressed
they paid for the couple to travel to New York City for a 6-week residency, to produce more billboards.

The two traveled to New York City, where they turned a suite at the St. Regis Hotel into a live-work studio. Dorothy airbrushed the lettering and posed as the model for Shep to illustrate (Hathaway and Nadel Ch.3).
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Unlike the work other designers were producing, the ad they created didn’t focus on the product; it used symbolism instead. The artwork was of a stylized, abstract woman’s head, wearing a stylish hat that was very in-vogue.
They paired the image with a simple tagline “after all- it’s TASTE” and a small illustration of the cigarette packaging. It was bold, it was different, and most importantly, Chesterfield Cigarettes loved it.

Left: The Shepards’ completed billboard (1930). Dorothy posed as the model and drew the lettering, while Shep illustrated the ad.
Right: A Richfield Oil Billboard the Shepards’ collaborated on. Shep came up with the concept and airbrushed the illustration, while
Dorothy hand lettered the text and logo.

The Shepards’ Freelance Life
After succeeding on their own with the Chesterfield ad, the Shepards decided to take a chance with freelancing.
The pair flew back to California, resigned from Foster & Kleiser, packed up their lives, and moved to NYC at the
start of the Great Depression. They were fond of the streets and parks of Greenwich Village, so they found an
apartment where they could each have a studio. During their first two years in the city, they collaborated on ads
for Pontiac, Chevrolet, Richfield Oil, and numerous other companies, winning coveted awards from the Outdoor
Advertising Association. The unique qualities of their work and Shep’s reputation for really understanding the
client’s audience attracted clients left and right. While Shep’s reputation in New York City was growing, Dorothy
often thought of herself as riding on Shep’s coat tails. However, her style garnered her a strong roster of clients all
her own, including Folgers Coffee and Underwood Typewriters.

Shep’s and Dorthy’s styles complemented each other but were also uniquely their own. Shep lived by the
rule that for an ad to be successful, it needed to be understood by the viewer in five seconds or less (Hathaway
and Nadel Ch.4). He also avoided the use of photography in his work, as he found it to be too literal and concrete. He wanted viewers to imagine themselves, their friends, and their families in the ads he created. By using
illustrated abstract figures, viewers would interpret them as people rather than a specific person. He believed that
9

Left: Dorothy’s award-winning Underwood Typewriter billboard. Using the shadows of the keys, she created an abstract yet recognizable
image that grabs the viewer’s attention. Right: A two-color ad that uses simple shapes and silhouettes to relay the message that Folger’s aroma is just as sweet as smelling a rose on a summer day.

art has the power to unleash a person’s imagination, and that philosophy also applied to art in advertising. Shep’s
use of bold color, soft fades, and abstract forms became his signature style.

Dorothy’s style had almost two personalities. Her work for Folger’s and Underwood featured hard-edge
geometric illustrations that you would now equate with being created as vector art, not by hand. But the work
she illustrated for Pontiac and Mannings Tea had a softer, more friendly feel about it; but she still used a stylized
silhouetted approach with a minimal color palette. Whichever style she was working in, she always focused on
the feeling and mood she wanted to evoke in the viewer, a concept that was uncommon at the time. Her use of
bright colors brought the viewer a sense of happiness and joy, while a darker palette was reserved for more discerning brands.

Left: Dorothy’s Mannings Tea packaging. Using three colors and basic shapes, she transports the viewer into an Asian garden.
Right: Dorothy illustrated this Pontiac ad with soft spring colors. It’s a beautiful illustration that would lift the mood, and perhaps entice the
viewer to think about buying a Pontiac car, without ever showing the vehicle.

Dorothy and Shep both preferred to use symbols rather than showcasing the product while Dorothy had
an affinity for repeating colors, animals and small shapes throughout her work. She often used illustrations of
nature, and many ads featured stylistic birds like in her work for Mannings Tea, Pontiac, and Wrigley’s. Her style
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was less minimal than Shep’s, opting for more than one graphic element for the viewer to gaze upon. Her style
still allowed for all of her work — be it a billboard, poster or advertisement — to be quickly understood, but she
also enjoyed adding additional details for those who wanted to look a little longer.

As noted by designer Nathan Hathaway, “The work Dorothy produced in the 1930s made her the earliest
established and successful female modernist graphic designer in North America—though the social mores of the
time prevented her from rising to the top of what was generally a men’s club” (Hathaway and Nadel Ch.3). She
often played down her role when she archived their lives in scrapbooks and journals. She was Shep’s biggest fan
and never wanted to overshadow him, but Shep was also Dorothy’s biggest fan in return (Hathaway). Sometimes
the couple would give Shep credit for work Dorothy had done. “Because any woman would only get twenty-five
cents on the dollar, so they would say “Oh yes, Shep did this” and they would earn more money” (Give the customer). We sadly may never know how big a role Dorothy had in creating some of the work that is attributed to
Shep.

The Shepards meet P.K. Wrigley
While the Shepards were enjoying the freelance life, they would soon find their lives changed again when they
met Phillip Knight Wrigley. P.K. Wrigley was in charge of the Wrigley Company, the largest chewing gum maker
in North America, and one of the largest privately held companies in the United States. In 1929 the company’s
revenues topped $23 million (Robinson 15), which is equivalent to half a billion dollars today. Upon his father’s
death in 1932, P.K. gained full control of the company, which included the line of Wrigley’s Gum, The Chicago
Cubs, and Catalina Island off the coast of California. According to those who knew him, P.K. saw value in communication design and the graphic arts, and he understood how design directly related to how the public felt
about a brand or product.

How Shep and P.K. came to meet is legendary. The Outdoor Advertising Incorporated (OAI) reps often
kept Shep in the know about potential clients who were in town (Strauss 73). As Dorothy recounts the tale, “The
two were introduced with the understanding that Shep had five minutes to pitch.” P.K. was actually in town to
sign a contract with the OAI reps for a campaign with artwork they had created. Shep had made up some dummies that he brought with him, he showed them to P.K. who loved them — even more than the work he was
11

Top Left: The interior design of the Wrigley Building Restaurant created by Shep. Bottom Left: A picture postcard detailing the colorful
chairs and paint color Shep chose for the restaurant.
Above: The colors were carried through in every detail, including
the matchbook Shep designed. The matchbook features a simplified
illustration of the Wrigley building. The building was sold in 2011,
but the company is still holding a global headquarters in Chicago.

about to sign a contract for. P.K. wanted to buy Shep’s work on the spot, but Shep insisted that they were not for
sale and that the only “sensible thing to do is to have continuity.” (Strauss 73). The two struck a deal then and
there. Shep would spend half his time in Chicago, and the other half in New York City. Shep gave up freelance
and went full time with Wrigley, while Dorothy continued to work with some outside clients.

Shep became Wrigley’s closest confidante and was quickly made head of the art department. He was responsible for creating everything from outdoor advertising, packaging, sales materials, boxes, displays, and print advertising. Shep even had a hand in determining the decor for the restaurant inside the company’s Chicago headquarters, along with the menu and matchbooks. It was his first foray into interior design (Hathaway and Nadel Ch.4).

Shep’s work for Wrigley’s Gum was nothing short of genius, and in 1939 he introduced the world to the
Doublemint Twins. Doublemint Gum was a double strength peppermint gum that quickly became a fan favorite.
Shep created ads for the gum featuring a pair of identical women, who were beautiful and fashionable, always
wearing a stylish hat. True to Shep’s style, they were vague enough for any woman to imagine themselves in the
ads. The double mint ads did as much to sell gum, as it did to sell hats. Hat designers started coming to him
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before releasing new styles, pitching him to
include their latest creation in his next ad
(Give the customers).

Shep also redesigned all of the packaging for the product line up of Wrigley’s
gum. The consistent design element of the
chevron and arrow would seamlessly appear
consistently across every package. Even the
stick of gum has a chevron stripe imprinted
on each piece. Shep was an early pioneer of
corporate-wide branding long before it was

Left: Shep’s redesigned line of chewing gum, notice the arrow that appears on
each package, a universal design element of the Wrigley’s brand.
Right: The Doublemint Twin ads designed by Shep. Each ad would feature
fashionable women wearing unique hats. The ads did as much to sell hats as
they did to sell gum.

standard practice.

Dorothy also worked with Wrigley. Shep saw some unused sketches on her drawing board and urged
her to pitch it to P.K. for a Times Square spectacular. P.K. loved it, and together, they turned it into the largest
neon display in the world. It was eight stories tall and one block long. It featured colorful tropical fish, a package
of spearmint gum, and the company’s longtime mascot, the Spearman Elf, who measured twenty-three feet tall
(Hathaway and Nadel Ch.4). The neon display earned Dorothy an award from the National Advertising Council
along with a $4,000 prize. It’s the perfect argument for never throwing away an idea.

Left: GE’s drawing of Dorothy’s award-winning neon spectacular.
Right: Picture postcard of the design at night. The bubbles flickered on and off, while the fish flashed as well, creating an animated effect.
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Left: Catalina Island Ad by Shep featuring the old-world inspired slogan, “The Scenic Riviera of the USA.”
Middle: Shep painting a sign on the island. He was hands-on during their 4 years on the island, opting to not only design,
but also execute his vision.
Right: The lettering Shep designed for Catalina. Dorothy used this lettering for all the custom signage on the island.

Designing Catalina Island
Wrigley owned more than just a line of gum; he also owned an entire island off the coast of California. His father,
William Wrigley, purchased the island as an investment property in 1919. William had built a small resort to attract California’s wealthy elite and had also developed a training field for his Chicago Cubs there. Still, everything
on the island was a mishmash of styles and architecture. P.K. wasted no time enlisting Shep and Dorothy in 1932
to help transform the island into a tourist destination.

Neither of the Shepherds had any experience in city planning or building design. The closest either one of
them had come to designing a town was Shep’s work on the restaurant inside the Wrigley corporate headquarters.
Shep put together a plan that would create a cohesive look for the island. His design was a mix of California modern with a nod to Mexican and Native American style. “It would be an aesthetic that blended nineteenth-century
Mexican and Native American inspiration with streamlined modernist sensibilities” (Hathaway and Nadel Ch.5).

Left: Catalina Island postcard from the 1930s. The bright roof colors and blue of the sea is used in their advertising for the island as well.
Middle: Road Signs the Shepards created. Dorothy painted each sign and illustrated the creatures and people that appeared on them.
Right: Dorothy & her costume sketches. From the ushers to the merchants and the bus drivers, every person on the island had a costume
that would fit in with the atmosphere they created.
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In one of Shep’s most famous posters for the Island, he uses the tagline “Scenic Riveria of the USA.” The three of
them attempted to create a destination that had an old-world charm to entice people to travel to Catalina instead of
Europe, and to keep them coming back.

Dorothy, Shep, and their new son Gordon lived on the island for four years. For them, it was more than
just designing, planning, and walking away. Dorothy and Shep immersed themselves into the island and brought
their visions to life. According to Dorothy, “Shep would get on his knees with the laborers in the hard sun and lay
pebble and rock in the hot street all day long” (Strauss 77). They created the architectural style guidelines for the
city, as well as individual elements like the tiled fountain. Shep designed each tile, and then they were crafted and
fired from the clay found on the island. Shep also designed a stark white serpentine wall that would be erected
along Crescent Avenue following the coastline. Those architectural details are still part of the island’s charm. Every aspect of the island was meticulously planned and designed by the team. Shep designed a typeface that would
be used on all the street and shop signs, and Dorothy painted the signs by hand. The typeface is still in use on
Catalina Island today.

		

		

		

		

		

		

		

		

Starting on the left 1: Menu design by Dorothy. Featuring one of the motifs she loved to repeat, a fish! She also painted a fish mural inside the bar.
2: Catalina Island poster repeating the red color from the roofs of the island buildings and blue reminiscent of the ocean and sky.
3: The tile fountain Shep designed. Each tile was illustrated by Shep, and made from local clay and fired on the island. It has recently been restored.
4: Costume design for the Island bus drivers. Dorothy used inspiration from Mexican and Native American clothing.
5: Catalina trail map. Once again using the blues seen in the sea and sky of the island, with red as an accent color to match the roofs.

Shep created color palettes and graphic guidelines that the shop owners and artisans of the island could
use to guide them as the island expanded. He even offered free design help to merchants to keep the style and
ethos consistent. Meanwhile, Dorothy helped design interiors for the hotels and the cottages the wealthy were
buying on the island. She also took up costume design again, creating outfits for the merchants and staff. She
researched the indigenous clothes, patterns, and jewelry of the island to make sure every element was true to the
island (Hathaway and Nadel Ch.5).
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The Shepards defined Catalina during the height of Hollywood glamour. Dorothy stated, “We transformed the place. We entertained with the greats of Hollywood, and people from around the world enjoyed our
rebuilt paradise” (Hathaway and Nadel Ch.5). Eventually, Shep had to get back to the Wrigley account that he
had been overseeing from the island, so the Shepards moved back to Chicago in 1938. The plans they had set
forth for the island’s transformation had been completed.

The Chicago Cubs
Shep had become P.K.’s most trusted friend and confidant and when P.K. wanted to bring his baseball
team into the modern era; he enlisted Shep to help. Thanks to Shep, the Chicago Cubs would be the first team to
have a modern uniform. The uniforms were announced to the public in a 1937 Chicago Tribune article, where
Edward Burns tells readers that “Everything Mr. Shepard has done for the Cubs is in the cause of art and beauty.”
(Burns, 32). Up until then, baseball uniforms were lifeless, ill-fitting, and relatively colorless. The only color was
in the hairline pinstripe; this was the first thing Shep wanted to change.
Shep argued that uniforms should be made in bright colors, like electric blue, which could easily be seen
from even the furthest away seat. As Shep noted, “Color has more value in solid areas than in stripes…and can
be seen from a greater distance.” (Burns, 32). He thought the lettering should be bold and easy to read. Shep did
away with the ornate lettering of the previous uniform design, opting instead for the “large C and little “u-b-s”
that adorns the Chicago players’ chests to this day” (Shea, Stewart, Castle Ch. 6). He also removed the buttons
in the front of the shirt and added a slight “v” to the neckline while being careful not to feminize the players.
He updated the pants, to achieve more fitted tailoring, and eliminated the sagging rear of the old uniforms, this
change accentuated the athletic physique of the players. Every detail, down to the socks, was updated.
Shep added stripes to the ankle rather than the calf.
They were made shorter to prevent sagging throughout the game, which made the player’s calf appear
more athletic.

Left: A sketch by Ed Burns, Chicago Tribune sportswriter, of the
problems of the current uniforms. And Shep’s sketch showing the
new V-neck shirt, tailored pants, logo, colors, and lettering.
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Shep also redesigned Wrigley Field to be in line with the modernized uniforms. Ballparks had been thought of
as dirty and not a family-friendly place to bring your kids. Shep cleaned up the park to make it family friendly.
He designed updates for everything from the vendor uniforms, to the souvenir programs, the team rosters, the
tickets, the scoreboard, and even small details that the fans would never see, like the talent scouts’ business cards.

Left: Talent scout business card that Shep designed to be in line with all the other elements of the team, including the new logo.
Center: The Cubs’ patch that Shep designed. The logo was easy to see from the stands, and is still used on team uniforms to this day.
Right: The 1937 team scorecard. A souvenir that every child, and child at heart, wanted at the game. Featuring the bear mascots that Shep
changed a little each year. The bear cubs were always friendly, never vicious!

Shep, P.K. Wrigley, and the groundskeeper Bill Veeck Jr., are responsible for the famous wall of Ivy in the
outfield of Wrigley Field. It was planted to make the ballpark more lush and evoke the feeling of being outdoors.
Shep also updated the stands, by adding wider seats for a more comfortable outing, and painting them dark
green to make the stadium feel more like an actual park. The entrance sign to the park was initially fern green
but it was repainted blue in 1939 and changed from “Home of The Cubs” to “Home of the Chicago Cubs” (Kruth
1). While there is no documentation that Shep was directly involved in the sign changes, we can assume that his
eye for detail may have influenced the Cubs for years. He used the same optimistic style and color palette that
was successful in his advertising work to turn the team and ballpark into a family-friendly day-trip.

Shep also added an extra graphical element to Wrigley Field, which is still ingrained in the history of the
park. Apart from the American flag, team flags were not traditionally flown in the ballparks. Shep designed a
series of pennant flags that would fly over the Wrigley Field, not just to look pretty, but to tell a story. He created
a color palette and graphic guidelines for these flags that represented every team in the National League. Each
flag would be arranged in order of the current standings before the game, and a separate flag was flown to show
the passengers of the nearby elevated train whether the Cubs had won or lost the most recent game (Yellon, Al)
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(Rumore, Kori). His ingenious pennant concept for recent wins and losses and league standings made the ballpark a reference point for Chicagoans. It became a visual promotion for the team throughout the entire season,
in a sense it was a real life infographic.

Above: Shep’s pennant flag system. No one asked Shep to design this system; he did it because that is what he thought the stadium needed. He
wanted to get people excited about the game, and this visual representation of current league standings is still a part of the stadium tradition.
(Rumore, Kori)
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Left: The belted tunics Shep designed for the All American Girls Soft Ball League. He worked with P.K. Wrigley’s wife Helen and professional
ball player Ann Harnett to finalize the design. Pitchers often hemmed their tunics short, so their arm didn’t get hung up on the ‘skirt’ when
pitching.
Middle: The official program for the League, designed in Shep’s signature airbrushed style, with a stylized figure that could represent any of
the female players.
Right: The National League’s 75th anniversary patch designed by Shep. It was sewn onto the sleeve of every team in the National League
during the 1951 baseball season. It is surprising that the 75th Anniversary lettering is no where on the patch

In 1942 Wrigley tapped Shep to design the uniforms for his newest idea, The All American Girls Softball
League. Shep collaborated with Helen Wrigley, P.K.’s wife, and Ann Harnett, a female baseball player on the design. The uniforms he created were like belted tunics that flared to the knee but could easily be hemmed depending on the height of the player. They were short-sleeved and buttoned up the front on one side, with plenty of
room on the chest for the team logo. The tunics were paired of course with a baseball hat, sized to fit each player
(Turner). The main problem players found with the uniform was that when the girls would slide, they would
often get nasty abrasions called “strawberries,” as the skirt-like tunic floated up (Turner). The women of the
league however wore their bruises as a badge of honor. Shep also was responsible for designing scorecards and
programs in his signature style for the all-women league.

One of the last elements he designed for the game was in 1951. Shep was tasked with creating a patch for
National League uniforms, commemorating the 75th anniversary of the league. All eight teams the teams wore
this patch on their uniforms that season. The uniforms and patches are proudly displayed at the National Baseball Hall of Fame, which rightfully made him forever part of baseball history (Hathaway and Nadel Ch.5).
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Love and Loss
Dorothy and Shep separated in the early 1940s. Life at home was less than perfect, and there were rumors of
Shep’s infidelity. Complicating matters was the unfortunate fact that their son Gordon had developmental disabilities and mental illness, and the couple eventually had to place him in a sanatorium in Kansas for his health
(Hathaway and Nadel Ch.7). In 1946 Dorothy and their younger son Kirk moved back to California. First, they
settled in Catalina, hoping to return to the happiness she felt there when she brought the island to life, but it
didn’t make her happy again. Next, Dorothy and Kirk moved to Belvedere, California, an artist colony in the
Northern part of the state. It was a place where Dorothy felt at home. She never returned to commercial art after
moving from Chicago to California; however, she did continue to draw and paint for herself. In the early 50s,
Dorothy and Shep divorced. She went to Chicago on a spur of the moment trip to surprise Shep, but she discovered he was living with another woman in Chicago.

		
		

Left: Shep and Dorothy on Catalina Island in the 30s. The two were always stylish.
Center: A detail from the change of address card the couple sent out when Shep moved in the early 60s. They still use their
limited color palette and the stylized figures, even in their own personal work.
Right: Shep, Dorothy and Gordon on Catalina Island.

Shep continued to work in Chicago, on the corporate Wrigley’s Gum account as well as for the Cubs. He
made time to lecture to advertising clubs, to educate others in the field on his theories and methods of design.
In 1962 Shep hung up his hat and retired from Wrigley. He headed west to California to be with Dorothy again.
Their relationship had improved during the years after their divorce, and when Shep asked Dorothy to take him
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in, she welcomed him with open arms. They rekindled their romance and remarried each other in 1965.

Soon after, Shep’s health started to diminish, and he was diagnosed with ALS. His last collaboration with
Dorothy was a mixed media mural on their backyard fence (Hathaway and Nadel Ch.5). He art directed the
assembly from his wheelchair. Shep passed away on February 2, 1969, while Dorothy lived to see their grandchildren grow up. She passed away on December 10, 2000.

The Shepards’ Design Legacy
The Shepards’ design style and philosophy were ahead of their time; they had a lasting impact on the
entire industry. Shep believed in building long term relationships with clients, to help designers discover the
true core of a company and its customers. Shep was more than just a designer; he researched the client and their
target market, rather than just drawing something pretty for an advertisement. He collected data on consumers
through the mail and at retail stores since the beginning of his career at Foster & Kleiser (Hathaway and Nadel
Ch.3). One-off ads are easy, but the Shepards knew that to create a successful brand, your message had to go beyond one ad. While Shep doesn’t mention the “Rule of Seven” (the concept that a customer must see your marketing message seven times before they buy from you) it seems to be an idea that was ingrained in him. He was a
believer that you needed a campaign to build a consistent brand and sell your product.

They believed that for an ad to be impactful, it should be easy to grasp. Shep would go out to outdoor
advertising locations with stopwatches and time how long someone would have to look at a billboard (Give the
Customer). He determined that you had about eight seconds to look at a billboard, although that time has gotten
smaller as more cars are on the road traveling at much faster speeds.

The couple also knew that every ad competes for the reader’s attention. Imagery in advertisements is the
most crucial factor in grabbing the attention of the viewer, while the text is secondary. “We know that they are
probably reading less and less. I mean if we have four ads, it’s quite easy to read them, but when we get to have
four hundred, and four thousand, it gets more difficult to read them.” (Hathaway and Nadel Ch.7). They also
believed that when using text in an ad, it shouldn’t be an afterthought. Text and imagery should not be separate;
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they should be intertwined. Shep frowned on the overuse of text but as he stated in a talk presented to the Milwaukee Advertising Club, on October 23, 1947 “I further believe that the copy-man and the artist must work
very closely together and that the well-designed advertisement should be planned so that the lettering is an intricate part of the composition and not something added after the fact.” (Hathaway and Nadel Ch.7).

Both Otis and Dorothy believed that symbolic imagery outweighed literal imagery. In an unpublished
manuscript, Shepard notes that the advertising artist must grab a viewer’s attention quickly by using some type
of symbol. “Either intellectual symbols, such as words or phrases; literal representations, of the photographic
or illustrated kind; or subconscious symbols, getting his effect through an appeal to certain mental reactions
without the realization of the onlooker.” (Gudis 91). While symbolism is not a new concept to us now, it was in
the 1930’s. When creating a car advertisement, the obvious choice was to show a photo of the car. However, the
Shepards chose to illustrate moments in time that would make the viewer feel happy and equate that feeling with
the product being marketed to them.

Most of all, the Shepards believed that design should make people feel good. They both believed in optimism over everything else. Upon his retirement from Wrigley’s in 1962, Shep was asked about the new medium
of television commercials. He responded that “Advertisers should make sure their ads are in good taste; they owe
the public that much at least for forcing it to watch the commercials” (He Put Wrigley). While the Shepards were
paid by the corporations who hired them, they felt as though they worked for the public. They made sure that
the viewer, the consumer, the ones who would open their wallets to buy the product, had something charming to
look at. Design should make people happy, it’s at the core of an artist’s soul to make things beautiful and to tell a
story with words and images. Ultimately design is meant to inform, and good design makes the viewer interested
in the message.
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